Making Treaty 7 (MT7) is a landmark process of collaboration that spans multiple spheres of Indigenous/Settler interaction in Western Canada-social, political, ethical, economic, educational, and artistic. MT7 was initiated by the late Michael Green, former Artistic Director of Calgary's One Yellow Rabbit Theatre, who was joined early in the leadership of the process by the late Blackfoot elder Narcisse Blood (Tatsikiistamik). In an unprecedented and nothing less than profound collaboration, Green and Blood oversaw a hugely ambitious, multi-year project of arts-based reconciliation that culminated in 2012 with the premiere of the interdisciplinary production Making Treaty 7. A reflective yet dynamic recounting/reassessment of the events leading up to, during, and following the historic signing of Treaty 7 in 1877, the production combines theatre with musical performance and dance and successfully integrates a broad range of theatrical genres, performance styles, and approaches to storytelling.
Although Green and Blood both were killed in a tragic winter car accident (along with artist Michele Sereda and Indigenous artist Lacy Morin-Desjarlais) prior to the premiere, the presence of both individuals continues to loom large over the enduring MT7 phenomenon. Since the 2012 premiere, the Making Treaty 7 Cultural Society has created multiple re-imaginings of the original production, ranging in length from three (plus) hours to fortyfive minutes, and prepared for audiences ranging in size from several thousand spectators to a dozen school children. In particular, MT7 is having a deep and enduring impact through the creation of curriculum materials for an entire generation of Albertan students as Canada enters a critical period of knowledge sharing and reconciliation building in relation to its Indigenous communities. Moreover, the performance creation tools and strategies employed during the development of the MT7 production-what the participating artists refer to as the "MT7 methodology"-represents a powerful framework for meaningful, respectful, and artistically vital cross-cultural collaboration, one with direct, transferable utility and worthy of wide dissemination.
Troy Emery Twigg is a member of the Kainai Nation of the Blackfoot Confederacy. A performance creator with broadbased training in theatre and dance, he became the Artistic Director of the Making Treaty 7 Cultural Society in 2016. Kris Demeanor is a celebrated poet, musician, and performer in theatre and film who held the honour of Calgary's Poet Laureate from 2012 to 2014. In the pages that follow, these two original and ongoing creators of MT7 reflect upon its evolution, with a focus on how its developmental process holds the key to-indeed, is inextricable from-its substantial, continually expanding impact.
What, in your assessment, were the primary factors motivating the Making Treaty 7 (MT7) production process? What provided the sense of purpose? ctr 172 fall 2017
The Making of Making Treaty 7 | FEATURES trust, empathy, and understanding, and that the discussion that MT7 begins, with its focus on a common history and on facing deep truths, is essential and overdue.
What were the greatest obstacles to be overcome?
Demeanor: A lot of time and care went in to seeking approval for the show from local elders. We had a number of long lunches, where elders spoke of their hopes for the project, of the need to trust the oral histories of the First Nations, and these helped define both the content and the approach. But following proper protocols is, of course, not an obstacle. For the most part we were told to go ahead and play. They assured us that they would let us know if we missed important information or got it wrong.
My biggest obstacle was learning how to be relaxed and honest, socially and artistically, with First Nations creators and performers. Because the crust of colonial history holds an unaddressed Twigg: I believe the sense of purpose came from a number of factors that evolved organically. The primary motivating factor was curiosity, as Michael Green, our late founder, began uncovering the history of the signing of Treaty 7, an agreement between the Crown and the surrounding First Nations tribes in 1877. In 2012, Calgary had been selected as the Cultural Capital of Canada, and as Michael set out to create a legacy project as part of the Calgary 2012 celebration, he became intrigued at the way the name Treaty 7 was attached to businesses, organizations and events from the local First Nations communities. I came on board and a re-enactment of the signing became our departure point. I and the advisory committee helped gather a group of elders to guide this telling to the true history of this land. The process became a milestone-a template for other communities seeking to tell their own stories.
Demeanor: Michael Green, along with a number of consultants from the First Nations community, wanted to create a project that didn't merely check off a box-a flashy, one-off celebration that was ultimately tokenistic. They wanted to start something that would provide a living legacy. Certain objectives were identified: that it be multidisciplinary, that it include elements of spectacle, that it showcase young performers. But the ultimate mandate was that it be an expression of conciliation between Indigenous and nonIndigenous communities. Michael felt strongly, as I and many lifelong Calgarians do, that contact between our communities lacks Michael Green at the Banff Centre during the development of Making Treaty 7.
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What did the working/creation process involve? How was it different than other working processes the artists had been involved in? How did it reflect the specific combination of cultural groups involved? Ultimately, was a way (or ways) of working created through this production process?
Twigg: The working/creation process happened over two years, including four residencies, as well as preliminary consultation with elders from all nations of Treaty 7 territory. The elders gathering included members of the Calgary 2012 team and artists Michelle Thrush, Kris Demeanor, Sable Sweetgrass, Arnell Tailfeathers, and shame and denial, I found myself acting in a manner that was over compensatory and bordering on fetishistic. I felt I had no place to argue or contradict-the classic what-right-do-I-have-to-sayanything mentality that is the pitfall of the so-called enlightened liberal and that doesn't lend itself well to the creation of art.
Twigg: One of the major obstacles to overcome was simply having to listen to some of the horrifying stories as we learned about our subject from many perspectives. We would sit around and talk for days, listening to elders, technicians, knowledge keepers, and historians, and then we would have to process this information. Although we had a great support system in place, there were moments when we had to stop, step away, and smudge before we could return. We knew we had to go through the storm, like the buffalo. At times, we worried when elders came into the room; we wanted them to feel safe. But they reiterated that this is a story that must be told. Ultimately, these obstacles became the source of healing as we worked together across the two historical sides of the treaty.
How were solutions discovered? (Individually by the participating artists? Centrally by the directors? Collectively across cultural differences?)
Twigg: We had elders with us throughout our entire process. Our resident elder (who later become a performer in the work), the late Narcisse Blood, was there 24/7, and he provided a direct connection to the community. We were working at the Banff Centre and had various elders join us there for a day or several days at a time. We participated in ceremonies and were consistently guided by the elders of all communities in the Treaty 7 territories, including the Tsuu T'ina Nation, the Stoney/Nakoda Nation and the Blackfoot nations (the Pikanii, the Kainai, and the Siksika). We also had a sound creator, dramaturges, and varied artists from diverse backgrounds and disciplines in residence, along with our directors Blake Brooker and Michelle Thrush.
Demeanor: There were times when the weight of personal realizations, unpacking difficult pasts tied in with historical revelations, became hard to bear and resulted in the need for patience and kind intervention. Blake or Narcisse would help to steer us back to the story we are telling. If anything, the creation itself was the antidote to emotional obstacles, although I would like to think the resulting work did not veer too much towards pure catharsis. Some of us climbed Tunnel Mountain to think and pray. Some of us drank. We shared meals and played ping pong. Ultimately spending social time together, which always resulted in broad and sometimes fierce conversation, broke down the mystery of our individual and collective back stories.
When it came to creating work, there was a startling unity. Perhaps some settler performers arrived thinking there would be cultural contradictions too difficult to tackle in a play. Many First Nations women understandably do not feel comfortable with white men in authority positions. All we could do was be open and listen and work from a place of compassion at all times. It worked. Indeed, considering how fractured that cross-cultural relationship is across the country as a whole, we all recognized that this was a special opportunity to transcend that. There was a high level of gratitude daily for that.
There were times when the weight of personal realizations, unpacking difficult pasts tied in with historical revelations, became hard to bear and resulted in the need for patience and kind intervention.
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The Making of Making Treaty 7 | FEATURES of Treaty 7 as our primary resource. It is a book written and edited by First Nations scholars that relies largely on corroborating elder accounts of historical events. Main themes and historical touchstones were identified: small pox, the railway, the buffalo, family, white dust (wheat). The creators were then given daily missions in various couplings or groups: "Kris Demeanor and Michelle Thrush, write a colonist/Indigenous romance song from that period" or "Write a song with Eya Hey Nakoda called 'Pestilence.'" We would come back to a common space and share work at the end of the day and offer feedback, while Blake and Michael catalogued the offerings.
I have done collaborative work in a similar fashion before. What was unique about the MT7 process was the sharp contrast of perspectives within our common histories. I struggled and searched to find historical examples of compassionate voices from the settler 'side': doctors, religious figures, women-people who expressed regret and abhorrence of colonial practices. There were few. How do you present a balanced view theatrically that doesn't submit to a simple oppressor/victim dynamic when that was largely the reality?
What is distinctive in this model is the emphasis by the directors and producers upon each performer exposing a part of themselves through this process. In this ever-evolving piece, the organizing principle is one of tapping in to personal narratives against the backdrop of a fixed history.
myself. The first residency involved Indigenous and non-Indigenous artists assembled by Michael Green and myself, representing a variety of art forms, including visual arts, film, theatre, and music. After this residency, we presented a staged reading to the elders, followed by two days of discussion. The second residency involved writers only, again both Indigenous and non-Indigenous, drawn from across the Treaty 7 territories. That was followed by a music residency that included Kris Demeanor and his crack band with Anders Hunter and the Eya Hey Nakoda drum group, with special guest musicians and technicians. The fourth residency brought the entire company together with some new players to further develop the established foundation.
The process of combining stories, experiences, and subjects we felt strong about was guided skillfully by our directors with input from the company. We began to place our stories in three previously determined categories: 1) events leading up to the signing (for instance, the smallpox epidemic); 2) the actual treaty signing; and 3) the aftermath of the signing (for instance, the residential school phenomena). We decided collectively what effectively contributed to our story. Michael Green called this approach "the spaghetti that sticks to the wall." show. And I have trusted from the outset that it is not only a message play, that it also harbours much craft, and that it is unique in its example of collaboration across cultures.
In a ludicrously privileged era, it is rare to find art that feels necessary. We are cavalier about the most serious things, from war to rape to impending environmental collapse. Seeing audiences dense with First Nations representation howling with laughter at jokes in their own language from a professional stage, seeing dozens of tear-drenched faces as Narcisse Blood told of his childhood at St Mary's residential school, it makes one aware that for the First Nations, life has always been one of high stakes survival, uncertainty, and repair (if also much humour and joy and grounding, which is sadly overlooked by settler media).
Having said all of this, I hunger personally to be involved in future collaborations with my First Nations friends in which characters are not ever identified by culture or race-work in which we create stories that go beyond identity. I think this is the next step in meaningful reconciliation.
About the Author
Troy is Blackfoot from the Kainai Nation in Southern Alberta. He has worked as an actor and dancer but is primarily an artist in movement and choreography mostly creating his own works that have toured nationally and internationally including: Iitahpoyii; They Shoot Buffalo, Don't They?; Dancing The Kris Demeanor is a Calgary-based songwriter, actor, and educator whose career is defined by work that is original, provocative, and influenced by the history and culture of southern Alberta. Kris was Calgary's first Poet Laureate (2012-14) and recently won the Lois Mitchell Outstanding Artist award (2017) .
In what ways did research, in your understanding of that term, figure into the creative process? Was the creative process, itself, a form of research?
Demeanor: Research took a couple of forms, beginning with the consumption and comprehension of the historical narrative, which is unbelievably complex, variable depending on source, and difficult to digest and at times to fathom. What is fascinating about this research is that it is presented historically by settler accounts as mutually beneficial and honourable. Confronting the truth of history and taking a certain amount of ownership for it was part of the process. The other layer of research in the act of creation was personal, even spiritual. We had to penetrate our prejudices, the attitudes we have been masking often for entire lifetimes, in order to create together with honesty and freedom. But it was not a struggle. It was a privilege. Among the entire group there was such a willingness to bring this story to people. Artistically, I still think there is much further we can go now that there is a comfort level and trust established-including taking some courageous stabs at subverting audience expectation a bit more.
Twigg:
The creative process is always a form of research. At the very beginning we had over thirty elders in a room speaking with us, and all that information was compiled. The departure point for us in the research was from the book The True Spirit and Original Intent of Treaty 7 compiled by Walter Hilderbrent, Sarah Carter, and Dorothy First Rider. We did work with elders and historians throughout our creative process, during all four creation residency phases. It was brought to our attention by Dorothy First Rider that Treaty 7 was not a land surrender; reflecting the debates around the actual act of signing, we changed the project name from Signing Treaty 7 to MT7.
Has your work in the MT7 process altered you as an artist? If so, how so?
The work has very much altered me as an artist in the way I approach subject matter. What became our methodology evolved in a very organic way, and I and the original foundational artists have incorporated many ways of working. Some of the process is familiar, such as the training in story weaving from Muriel Miguel of Spiderwoman Theatre that many of the First Nations artists had experience with. It was and had to be very respectful from all angles and from all disciplines. Language was a huge component and we all continue to learn the three First Nations languages represented in Treaty 7.
Demeanor: I've tended to follow Brecht's credo: art is not a mirror held up to reflect society, but a hammer with which to shape it. Working on MT7 allowed me to see the value of art as education, and as survival. Settler performers often cultivate emotional detachment in work, but there was no hiding in this process and 
